Introduction
In 2011, the Sundance Film Festival featured two films portraying queer youth in New York City. Directed by Rashaad Ernesto Green, Gun Hill Road (2011) was marketed as 'the story of a family in transition' featuring 'a young man exploring his sexuality in an intolerant and judgmental world and his exploration's impact on his relationship with his parents and himself' ('About the Film' 2011). Set in the Fort Greene neighborhood in Brooklyn, Dee Rees's Pariah (2011) tells the story of Alike, a 17-year-old African American woman who 'is quietly but firmly embracing her identity as a lesbian' and is 'especially eager to find a girlfriend' as she navigates her parents' strained marriage ('Story' 2011) .
Since the films' premieres at Sundance in 2011, critics and audiences have celebrated Gun Hill Road and Pariah as groundbreaking comingof-age narratives depicting queer and questioning 1 youth of color who struggle to balance their parents' expectations with the sense of freedom that gender and sexual exploration brings (Arnold 2012; McLeod 2012) . Gun Hill Road and Pariah bring Latina/o and black gender-nonconforming youth to the screen as agents of their own futures, humanizing gender-nonconforming youth in the cinematic sphere while also demonstrating the continuing need for feminist and queer political projects to simultaneously challenge gender policing, sexism, homophobia, racism, and economic hierarchies in urban locales. Women of color feminist theorists and practitioners from Audre Lorde (1984) to Chela Sandoval (2000) have historically deconstructed the co-constitutive production of gender, sexuality, race, ability, class, and nation within global systems of capitalism and colonialism. The related critical lens of queer of color critique and the emerging fields of black queer studies and Latina/o queer studies have drawn on women of color feminism to bring an analysis of gender and the material histories of racialization and capitalism to the study of sexuality within queer studies and LGBTQ studies (see Hames-García & Martínez 2011; Hong & Ferguson 2011; Johnson & Henderson 2005; Muñoz 1999 ). As we discuss the impact of the films' circulation of representations of
